Bollywood films between 2012-2013, this (Hindu-Muslim) and between nations (India-Pakistan).
Introduction
On the 3rd of July 2013, India's top investigation agency, the Central Bureau of Investigation (CBI), told a court that police and intelligence officials from the state of Gujarat killed 19 year old Muslim student, Ishrat Jahan, and three male companions in a 'staged' encounter in 2004. The Gujrat police on its part continues to allege that Ishrat and her companions were in fact 'terrorists' (BBC 2013; Ayub 2013 ). Commonly referred to as Ishrat Jahan fake encounter case, this has since spiraled into a political slugfest that has exposed fault lines around issues of terrorism, nationalism, Muslim identity and gender in India. A spokesperson of the then key opposition party in India, Minakshi Lekhi, asserted on Times Now TV channel that 'here was a girl travelling with men unrelated to her'. She further added, since Ishrat came from a deprived background, she was a 'fit case' for being a terrorist (Viz 2013) . These statements come vis-a-vis the CBI's report ascertaining the staged character of encounters and the alleged 'terror links' of those killed are yet to be established. Even though Lekhi's deeply sexist and communally presumptuous statement was widely criticised, she found ample political support demonstrating some of the techniques deployed in creating a Muslim 'other' particularly through the body of the Muslim woman in India (Viz 2013) . Since then with the triumph of the Hindu supremacist Bharatiya Janta Party (BJP) in May 2014, the voices othering Muslims and other minorities through the body of the Muslim women have not only become louder, but have also become more mainstream. For instance, the 'Bahu lao, beti Bachao campaign' being run by Rashtriya Swamsevak Sangh, Bajrang Dal, Viswa Hindu Parishad -affiliates of the ruling party (Indian Express, 13 March 2015) which asks Hindu men to marry Muslim girls and purify them (read: convert to Hinduism) as a measure to deter Muslim men from marrying Hindu women -a phenomenon popularly referred to as Love Jihad. These 'real' incidents remind us of the gendered nature of India's communities and the deeply religious nature of Indian nationalism highlighting key issues and identifying areas of future reflections under the theme of gender, nationalism and religion in India.
In this article, we use the example of Bollywood's representation of Muslim women given its global recognition and its position as an influential cultural product, which both constructs and disseminates the important paradigm of 'Indian-ness' and 'collective identity' (Mishra, 2006; Ansari, 2008; Osuri and Ghosh, 2012) . In fact, its widespread local and global reach heightens Bollywood's significance as a potent discursive tool that serves the purpose of legitimizing (and illegitimating) certain identity claims. Our research findings suggest that, in recent times, there have been several cinematic attempts to somewhat re-cast female Muslim characters as the 'new age girl who does not desist from bending the conservative (Muslim) societal norms' (Daily Mail, 15 Feb 2013). However, these 'new' representations of Muslim women in Bollywood neither challenge stereotypes about Muslims subordinate position through their portrayals as anti-nation or as the 'other' (Hirji, 2008; Khan, 2009; Jain, 2011; Kumar, 2013 ) nor do they offer a nuanced picture of the association of Muslim religious practices with women's experiences of gender injustice (Agnes, 2012; Sachar, 2006; Kandiyoti, 1994) .
Our overarching aim is to contribute towards discussions on intersection of religion, nationalism and gender, in imagining and representing Muslim women in India. Specifically in this article, we argue that such representations create a hierarchy of identities wherein Hindu identities get classed as the 'superior' and Muslims as the inferior 'other'. Following Das (2006) , we argue further that Bollywood's strategic deployment of Muslim women becomes a 'discursive apparatus' of maintaining a communalised, Hindu patriarchal social structure at three interconnected levels: among the genders (ordering of women by men); among communities (bordering between Hindu and Muslim communal identities) and, inter-state othering between Indian and Pakistani identities' (Das 2006: 373) .
Within the time frame of 2012-2013, we found four commercially successful, mainstream Bollywood movies released which portrayed Muslim women as the primary heroine of the movie. In two of these movies, Ek Tha Tiger (2012) and Agent Vinod (2012), the Muslim women characters are represented as Pakistani Inter-Service Intelligence (ISI) spies in love with Indian Research and Analysis (RAW) agents. In the other two movies, Ishaqzaade (2012) and Raanjhanaa (2013), the Muslim women characters are represented as small town Muslim girls from north India with an active interest in politics.
In our study, we adopted the methodological approach of critical discourse analysis: 'looking at narratives of movies as active in constructing social reality offering definitions and categorisations which are linked to wide social and cultural structures, relations and processes' (Aapola 1997: 50). Our focus in this article is the discourse (discours) instead of the story (histoire) of the plots of the movies-a conceptual distinction popularised by film theorist Christian Metz in his seminal essay entitled 'Story/Discourse (a Note on Two Kinds of Voyeurism) published in 1975. For Metz (1975) , discourse is the rhetorical dimension of the story, i.e. the way it is made to persuade and manipulate the audience, in contrast to the story itself that seems to exist in its own world. Using the narratives of female Muslim characters in the selected movies, we demonstrate that certain hegemonic discourses around the nation, religion and gender are legitimised for the audience of these movies. By exploring this intersection of narratives on gender, nations and religion, within the narrative plots of the movies and the characterisation of the central characters, we attempt to contribute to the existing literature on the construction of national identity through women's representation in popular culture.
Our analysis is divided under three broad types of narratives drawn from the characters of the Muslim women in the selected movies: the first concerns Narratives of Choice, which includes various aspects of Muslim women's lives such as cross-cultural love, career, education, etc. The second considers Narratives of Political Participation, which explores the representation of Pakistani Muslim women in a non-traditional role of spies. This section critically examines the dynamic between the tendency of representing Muslim women as sexualised damsel(s) or as agents of political change. The final theme of the Narratives of sartorial display delves into the stereotypical embodied representation (through clothing practices) of Muslim women in contrast to the Hindu women, which depicts the non-nationalist/anti-nationalist vs. nationalist dichotomy of the two sets of women. Our analysis frequently sets the Muslim characters in opposition to the Hindu characters of the selected movies to identify the depiction of generalised differences among them with respect to their relation to the Indian nation, their religion and their role in intercultural relationships. For example, how the Hindu women choose the nation as their primary identity while the Muslim women often choose their religion, and how such binary associations of these women make intercultural alliances impossible.
Muslims in India: the real and the imagined
The 2006 Sachar Committee report, prepared by the Prime Minister's High Level Committee, concluded that a large proportion of the Muslim population of India suffer from severe deprivation in many social, economic and educational areas, as well as suspicion of their patriotism. The report also says that Muslims carry the twin burden of being labeled as anti-national yet being appeased at the same time. This, according to the report, has caused strong resentment among Muslims towards their stereotypical representations perpetuated by the media (Sachar, 2006: 11-12 ).
In her article, which discusses the relationship between women and nation, Deniz Kandiyoti (1994) argues that multi-religious nation-states like India form state policies under the name of a secular state, that are substantially influenced by the norms, values, and lifestyles of the dominant religious group (Hindu), irrespective of the features of the other religions of the state. According to research done by Maidul Islam the identity of a 'Muslim Other' in the Indian public discourse is also influenced by decade-long resurgence of Hindutva 1 (Islam, 2007 other aspect of her identity -automatically made her a suspect for going against the Hindu moral order of the Indian nation.
Bollywood, as a popular cultural medium, can be seen to disseminate and reinforce this popular ideology of mistrust and suspicion towards the Muslim community of India. Bollywood movies have in essence created stereotypical images of Muslim characters with clichéd forms of cultural and religious symbols like 'beard' and 'caps' for men and conservative Islamic headscarf or 'burqa' for women creating a monolithic portrayal of the community. Simultaneously, these portrayals completely ignore the regional and socio-economic differences within the community. The portrayal of Muslim men as terrorists, villains and gangsters has also been a recurrent theme in Bollywood movies (Islam, 2007: 405-406 with whom Mughal Prince Jahangir falls in love and rebels against his father, Emperor Akbar. Radha is represented in a nationalistic sari, symbolically binding or protecting her body from vulnerability and permeability of access by men. While for Anarkali, despite her fully covered body, her breasts are often accentuated by the cut of her dress, her swirling dances reveal her full leg even though they are covered, and the only exposed parts of her body, her palms and feet are fetishised through long nails painted red, jewellery and elaborate dancing gestures using her hands and feet (Dwyer, 2000: 148) . If Radha represents the ideal of the coherent but gendered nation, Anarkali represents the selfish, disruptive, rebellious and erotic presence that disrupts status quo of power (Ansari, 2008) .
The image of the veiled Muslim woman has gained iconic status, both in India and globally. It has become a trope in support of clash of civilisations argument between the civilised Hindus and the barbaric Muslims in India. Women's dress in India is produced, performed and read through an opposition of putatively 'Hindu', thus Indian sari, and 'Muslim' thus un-Indian 'veil' 5 (Osella and Osella, 2007) . Controversies around the Kashmiri militant group Lashkar-e-Jabbar announcing that all Muslim women in Kashmir must wear a burqa 6 became a project of marking and drawing inside/outside boundaries of Indian Muslims nationalism (Menon, 2005) . Muslim women's choice of clothes became a 4 A tawaif was a courtesan who catered to the nobility of South Asia, particularly during the era of the Mughal Empire. The tawaifs excelled and contributed to music, dance (mujra), theatre, film, and the Urdu literary tradition, were considered an authority on etiquette. 5 The veil is a generalised term used to refer to the practice of Muslim women covering the head and chest, beyond the age of puberty 6 An enveloping outer garment worn by women in some Islamic traditions. Often black in colour, it covers a woman's whole body and has a separate headscarf.
symbol of their rejection of nation. Such understandings, discounted a similar ideology of Muslims, whereby threats to Muslim communities identity or existence, resulted in the proud assertion of their communities' identity on the bodies of their women (Menon, 2005 The most intriguing portrayals of Muslim women in the public sphere in the selected movies are Iram in Agent Vinod and in Ek tha Tiger representing Muslim heroines as strong and independent women in the service of their nation through espionage. Both of these characters demonstrate a seemingly effortless ability to fit across a range of western and non-western (Pakistan) social contexts by altering their clothing practices and demeanor, a representation rarely found in Bollywood before. In addition, the Indian Muslim heroines, Ranjhanaa's Zoya is a student activist with a very well defined political agenda for social change and towards the end of the movie she becomes the leader of a radical political group. Ishaqzade's Zoya is also portrayed as having strong political ambitions including an aspiration to become the Chief Minister of the state in future, making her the subject of ridicule from the male family members. The political ambitions Ishaqzade's Zoya's are demonstrated clearly in her actively campaigning for her father's election and frequently leveraging the family's political clout. The character of Iram stands out among the four in being forced into a career in espionage by the Pakistani secret service agency in lieu of protection from persecution in a false case. The other three characters seem choose their political or spy careers actively. However, a closer examination of these portrayals shows more signs of continuity in stereotypical representations as those needing protection of Indian (Hindu) men and the question of women's position in politics is still represented to be embedded in a male-centered structure.
For instance, Ishaqzade's Zoya chooses a career in politics where she can leverage her family's political clout and Ranjhanaa's Zoya is portrayed as carrying forward the ideological/political vision of her dead lover. Irum and Ek Tha Tiger's Zoya are used by Pakistani intelligence agency to forward their country's geo-political agendas, often using their sexuality to distract the opposition. For instance, Iram in Agent Vinod performs a highly sexual courtesan inspired dance sequence to distract the enemy, while the hero, an Indian agent, tries to revoke a terrorist attack. Thus, while Muslim women's recent portrayals in several movies depict elements of political participation in most cases, their feminine dispositions are deployed towards personal, political and nationalist agendas that are not always controlled by them.
Representation of Muslim women as political agents, remain embedded in a patriarchal structures whereby their political agency is converted into sexualised narratives of damsels in distress, which ultimately helps maintain hierarchical power relations. Firstly, the very fact that the two strongest political agents of change, recognised formally by their government through appointment as spies, are Pakistani and not Indian Muslim women. Their Pakistani identity frees them from the inevitable comparison with the ideal Hindu upper caste women as the benchmark against which Indian Muslim women are measured. Thus they are represented with greater agency, especially with regards to the diverse dressing practices and practices of espionage at home and in foreign lands. Whereas, the Indian Muslim heroines are able to practice their political agency mostly within the restricted frameworks of family honour and shame. Secondly, pairing of Pakistani female character with Indian male characters in the lead allows these films to successfully maintain the communalised, militarised and a Hindu patriarchal social structure among the genders, and between nation states (Das, 2006) . This is captured first in both portrayals by Agent Vinod's Iram & Ek Tha Tiger's Zoya as damsels in distress who are then the recipients of Hindu male magnanimity and benevolence. In both cases, the notion that perhaps the female spies are as well trained as the their male counterparts is ignored largely in a way that focuses somehow on their gender disposition which requires 'protection'.
Though the discussed portrayals of Pakistani women in Bollywood denote some stereotypical representation of Muslim women, they also assume a futuristic political agenda wherein unlike the older IndiaPakistan related movies the emphasis on partition and Kashmir dispute are much more muted. In fact there is a lot of emphasis in the narrative plots of these movies to show that India has moved on from Partition of India and Pakistan, but Pakistan has not. Therefore, Bollywood portrayals carry forward singular and simple construction of Hindu nation and Indians as peace loving, responsible and often taking a paternal attitude to the actions of an irresponsible, fundamentalist and tactless Muslim nation Pakistan.
Narratives of sartorial display: Nationalist vs. Anti-Nationalist Clothing
The Hindu Indian women in the selected films always wear a sari, while none of the Muslim characters are ever represented in a sari. Gender analysis of nationalism demonstrate how communities vest their 'honor' on women's bodies which reproduces the boundaries of ethnic/nationalist groups (Yuval-Davis, 1989) . Traditional Indian garb, like the sari-communicate positive attributes of 'honesty', 'obedience' and represent the nation. It is a form of banal nationalism of Hindu Indian women through their sartorial practices, in the sense that it is everywhere and unnoticed (Wilton, 2012) . The Sari is also connected to the religious traditions of images of the Hindu goddesses, reinforcing the identification of the sari with ideals of Hindu womanhood (Wilton, 2012; Tarlo 2007 ). However, Dwyer (2000) argues that many Muslim women historically wore the sari and still do, but remain outside nationalist discourses presented through women's sartorial practices in Bollywood films. Thus Muslim women's choice of rejecting the sari becomes representative of rejecting the nation. Western clothing also represent a challenge to Indian sartorial conventions, whereby Hindu nationalists still prefer the sari, while the young 'modern' women prefer Western style clothing (Wilton, 2012) . Western clothes are still considered more 'revealing' than the sari, and thus only acceptable among unmarried younger women (Dwyer, 2000) . But, a shift is evident in the young, professional and urban Indian woman's choice of clothing in India, whereby in Indian newspapers and magazines most of the women are pictured in western-style clothing (Wilton, 2012) . This is also reflected in Bollywood where heroines are now tall, thin Caucasian looking young girls often with blue eyes, fair skin and a western accent dressed in western style clothing conveying a modern and cosmopolitan look, able to shift comfortably between different global contexts and settings (Bahl, 2005: 106) .
All Muslim heroines represented in the sample movies wear the salwar kameez and are represented, at least once in each of these movies, in a headscarf (either when they are praying, participating in religious ritual of death or in a formal occasion representing the Islamic nation in an international event), and This can be further explained through the representation of the two Pakistani Muslim heroines in predominantly sexually suggestive western wear. Iram and Ek Tha Tiger's Zoya, playing Pakistani ISI agents in western countries wear western clothes being represented in a highly sexualised manner. The only time they wear ethnic clothing, is when they are either in the company of their fellow Muslim countrymen. In these movies, they entice the Hindu heroes (and other men) through their beauty and sexuality, are deceitful and dishonest, just like the courtesan characters in old Hindi films. In fact, Iram in Agent Vinod performs a courtesan inspired dance sequence to keep the man she is spying on enticed. Thus the western garb of the Pakistani spies are deployed as tools of seduction by their countries and they also use their sexuality through courtesan inspired dance to enter enemy units. Such depiction of the Pakistani ISI agents represent them as inferior to Indian women as they use their western sexualised sartorial practices to seduce the Hindu heroes disrupting the Heroes' duty to the nation. While Indian women wear western garb as a sign of progressiveness and modernity, leading India into globalisation.
Through analysing the impossibility of representing the Muslim women in India in either the nationalistic sari or western wear to represent their modernity, in the selected movies, we have demonstrated that Muslim women's sartorial practices is a site through which hierarchies among the communities (Hindu women and Muslim women) and between India and Pakistan (Pakistani Muslim women and Indian women) are maintained.
Conclusion
This article has identified a number of contexts of change in the representation of Muslim women in recent Bollywood movies. In order to make a realistic assessment of the recent representation of Muslim women in Bollywood, the contexts of change need to be located within the contexts of continuity of traditional discourse on Muslim women. The four selected movies represent hierarchical gender relations through the mediated modernity of Muslim women by the upper caste Hindu man. Iram seeks help from Hindu RAW agent to put an end to her forced espionage role. Ek Tha Tiger's Zoya falls in love with a Hindu man and they start a life together where he protects her from her Muslim Pakistani countrymen, who are looking to penalise her for loving a Hindu man and betraying her country. And finally, Ranjhanaa's Zoya and Ishaqzade's Zoya are both protected by Hindu men from their conservative and aggressive Muslim male family members, for falling in love with a Sikh and Hindu man respectively. Secondly, there are strong elements of continuity around asymmetrical Hindu-Muslim relationship in India. Muslim men are still portrayed as the brash, uncivilised and uneducated 'other', from whom the Muslim women need protection. Muslim women are differentiated from Hindu women through sartorial practices, where they are never shown in a nationalist sari or fully western garb as representative of modern India. Muslim women's identities are constructed through association of her clothing practices with her religion or sexuality, as opposed to the Hindu women who chooses her nation. Finally, the impossibility of a romantic relationship between a Pakistani woman and Indian man is still upheld, as although one of the inter-religious couples in the four movies end up together, they have to be in hiding in western countries outside both India and Pakistan to give their love story a happy ending. The inter-nation friction is represented through the impossibility of cross-border love, which is still unimaginable if the lovers are either in India or Pakistan.
To summarise, we find that Bollywood tactically adopts 'good Muslim women' as a discursive troupe to reinforce the Hindu supremacist discourse that 'Hindu men' are the protectors of the Muslim women from the 'bad Muslim' men. This conceptualisation then supports and reinforces the opposition between the Hindu men and the Muslim men, laying down the attributes of the ideal Hindu man (through the choice of partners) as the yardstick against which the Muslim men should be measured. Such a discursive practice supports Das's (2006) model that representation of Muslim women (and men) in Bollywood helps maintain a communalised, Hindu patriarchal structure among the genders, between Hindu-Muslim communities in India and between India and Pakistan as nations. We argue that 'good Muslim' women do not challenge the status quo of hierarchies between the communities, and through the acceptance of the benevolence of Hindu men align themselves with the Indian nation, simultaneously providing a discursive blueprint for the 'bad Muslims' to be accepted in the imagination of the Indian nation. This potentially helps maintain the Hindutva or Hindu supremacist moral and national order where violence against the Muslims are rationalised, legitimised and normalised as strategies for building and protecting a Hindu nation. Furthermore, the Ishrat Jahan fake encounter case, with which we started this article, is also an example of how this ideology is often also realised outside Bollywood in real India. The record of change vis-a-vis continuity in Muslim women's representation in Bollywood is at best mixed and its future highly contingent on the political climate of India.
